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A Collection of Modern Masterpieces 



By HENRY L ; ENGLE 



THOUGH one of the leaders of the 
famous group who rescued landscape 
painting from the barrenness of the 
so-called classic landscape, Corot was in 
fact more classic than the Classicists. True, 
he did not rely upon line and form, but he 
revitalized the old classic spirit in color and 
light. It has been said that during his visit 
to Italy he "absorbed with eagerness the 
classic charm of Italy"; but perhaps one 
may say with greater truth that what he 
saw and studied made him project his mind 
back to the classic sources from which the 
great Italians— architects, sculptors and 
painters alike — had drawn their inspiration. 



His temperament fitted. In its simple, hap- 
py buoyancy, perennially young, it was an 
avatar of the old Greek spirit, its open-eyed 
love of beauty, serenely impassionate, seek- 
ing to express the abstract and universal, 
and always in a tender way, for his char- 
acter was kindliness. 

The classic feeling lies deeper than the 
subject of his picture. You will find it in 
the smaller studies of some familiar bit of 
scenery around Ville d' Avray, as well as in 
the more obviously idealized conceptions, 
in which nymphs tread the shadows of the 
trees in the trembling twilight. Even the 
fragment of nature does not localize the 
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imagination, as for example, one of Daubig- 
ny's river scenes does. In them it is a 
pleasant, particular spot in which the artist 
induces one to linger, while Corot leads the 
imagination through the glimpse into a 
wide beyond. His light and air are circu- 
lating through space, only for a moment 
permeating this little portion of it, bathing 
the foliage and setting it in vibration, then 
passing on. It is not an intimacy with the 
landscape that they encourage, but a sense 
of its being part of the universal whole. 
They have, therefore, the essential elements 
of that serene poetry which is petrified in 
the Greek statues or which marches through 
the Iliad — "an expression of the deepest, 
simplest attributes of nature." 

A silver medal of the second class was 
awarded him in 1833 ; in 1846 he received 
the honor of the Legion; gold medals in 
1848, 1855 and 1867 ; and in the last year 
was elected Officer. The most signal hon- 
or, however, was a gold medal, presented 
to him shortly before his death, in 1875, by 
his brother artists. Dupre's words on hear- 
ing of his death were, "It will be hard to 
fill the place of the painter; it will be im- 
possible to fill the place of the man." Few 
artists have been so loved by their fellows 
or have reflected so truly in their work the 
lovableness of their lives. 

The story of Corot's life is one of un- 
ceasing activity, and as we look into his 
paintings we find that alert mind express- 
ing the activities and business of the woods 
and fields. The wind is vigorous and urgent, 
the breeze soft and undulating, the leaves 
dance and turn their silvery side to the 
light; tree trunks and stems acknowledge 
the prevailing wind source, and ever he 
finds place for the active human at play or 
playful work, delving into some woody re- 
cess or marshy pool. His pictures are poem 
memoranda of these mysterious beings that 
flit phantom-like through the shadows seek- 
ing truffles, mushrooms and wild tidbits or 
silently punt into a favorite creek for pouts 
and eels. We smell the wood mold and the 
fragrant fern, as he pushes the punt half- 
way into the sedges. In this painting, "La 
Rive de VEtang Apres VOrage," painted 
in 1870, we feel sure these three rogues are 



out for a primitive lark. The two in the 
boat seem satisfied that there are eels 
around the mouth of the little creek, while 
the third has found something to interest 
him under an overhanging rock. It is 
always vacation time in Corot's world, and 
as no one toils there, he rejects acreage 
values for backgrounds and gives us those 
lovely wastes, where, if one has faith, he 
may see a faun or even a nymph — -clothed, 
of course. 

In the smaller picture, ''Souvenir de la 
Motte Benoron" a painting of soft rose 
twilight, Corot has led us from his favorite 
lowlands into the more open spaces, as one 
does naturally go when the sun drops from 
view, and the evening shadows steal over 
field and woods. The sun has disappeared 
below the hilltop and faintly burnishes the 
front of a distant villa on the skyline. In 
the foreground, however, is Corot's usual 
predatory human, heavily laden with choice 
spoils garnered from the depths of the: 
woodland on the left. The whole is bathed 
in the quiet, cool gray of early evening, 
offset by a glow of rose in the lower sky,; 
and in this sky we plainly see the close 
analogy that exists between the artist's 
vision and the play of light across the pearl 
surface of a shell, delicately irridescent or 
clouded. 

Scarcely second to Corot stands Narcisse 
Virgile Diaz de la Pena in whose genius 
was mirrored the counteracting influences 
of his heredity and environment. From 
Spanish parents he drew the fervor of his 
spirit — idealistic, turbulent, directly indi- 
vidual—for his father had been a political 
exile, living among strangers in Bordeaux. 
He, too, himself, while still a lad and ap- 
prenticed to the Porcelain Works at Sevres 
quarrelled with his master and trudged to 
Paris to face and conquer poverty. Dela- 
croix had just stirred the imaginations of 
the younger men by his revolt against class- 
icism, and to the untutored genius of Diaz 
the romantic ardor of the older youth sup- 
plied the stimulus it needed, while the 
ignoring of line was a welcome creed to 
one who had learned but imperfectly to 
draw. 

Even before migrating to Fontainebleau 
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THE STORM HERALDS 

By Narcisses Virgile Diaz de la Pena 
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in 1833, Diaz had begun to concentrate 
himself on landscapes, the subjects upon 
which his fame is enduringly based. The 
larger work which we herewith reproduce 
is a glade in the forest of Fontainebleau 
through which we look into the half -veiled 
mysteries of the famous old forest. An 
unseen opening just above our point of 
view admits a stream of brilliant sunlight 
that flickers and dances from tree trunk to 
branch and vibrant foliage. In the back- 
ground we catch hints of vagrant sunshine ; 
golden light fitfully straying amid the tan- 
gle of trunks, stems and leafage, until it 
finally brings our attention to a few small 
patches of blue sky. It is said that the 
greater part of this ancient and romantic 
woodland has been cut away, owing to mili- 
tary necessities for the defense of Paris. 

Another fine Diaz, "The Storm Heralds," 
shown here, is from the collection of Mons. 
Allard of Paris. We know Diaz best as a 



lover of the deep-shadowed glades of Fon- 
tainebleau, but occasionally when a storm 
was threshing the tree-tops he eagerly 
sought the open and higher spaces where 
he subordinated the landscape to sky with 
its whirling cloud masses. In "The Storm 
Heralds" he has taken us to a hilly waste- 
land where the darkened hill crest sil- 
houettes against the silver-gray storm sig- 
nals, that promise an immediate flurry of 
wind and rain. The rugged landscape ab- 
sorbs most of the light except one golden 
gleam through which a bent and hurrying 
figure is seen making its way toward us. 
It is a powerful bit of brushwork, depicting 
a simple theme with dramatic intensity. Of 
all the Barbizon painters, Diaz perhaps pos- 
sessed the dramatic instinct to the highest 
degree and used it with consummate art. 

The work of another great Barbizon 
painter may be studied in "A Peasant Cot- 
tage in the Landes," by Jules Dupre, from 
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AFTER THE STORM 
By William Kieth 
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the collections of N. E. Magnian and Count 
Barrion, Paris. Jules Dupre was born at 
Nantes, 1811; died at LTsle-Adam, 1889. 
He is one of the most original and power- 
ful painters of the modern French school. 
"A Peasant Cottage in the Landes" re- 
minds us instantly of Dupre's experience 
in his father's porcelain factory, where he 
spent the tender years of his youth, and 
doubtless its enamel-like patina and warm 
under-glow owe much to that period of his 
training. The roadway and fields gleam 
richly in the afternoon sun, which streams 
across the picture from the left to become 
a luminous patch of creamy light against 
the cottage ; or paints with warm orange 
lights the sinuous shape of the old and 
blasted tree, standing sentinel-like at the 
farmyard entrance. Across the distant 
field we see the peasant approaching with 
his horse, while in the rich shadow of the 



open shed his wife is prowling after 
some hidden eggs for the parsley omelet 
of which her lord is so very fond. The 
barnyard fowls stand about stupidly spec- 
ulative as to her intentions. The sky is 
gloriously threatening with Turneresque 
vapors that assure speedy assistance to the 
peasant's labor in the soil of his little farm. 
Altogether, a very fine Dupre of the middle 
period. 

"A Pastoral," by Charles Francois Dau- 
bigny, is a fitting companion for the other 
works which this collection embraces. Dau- 
bigny, the youngest of the Barbizon-Fon- 
tainebleau group, was, more than any of 
the others, a painter of the paysage intime 
— the hospitable, familiar country. By 
nature lovable, with a heart that kept its 
sweetness to the end, unembittered by early 
struggles or cloyed with subsequent pros- 
perity, he looked at nature as a lover, with 
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By Jean Baptist e Camille Corot 



-Courtesy Thurber Art Galleries 




THE WALLACHIAN CAVALCADE 
By Adolph Schreyer 



— Courtesy Thurber Art Galleries 



MODERN MASTERPIECES 



Page Twenty-three 




A MAID OF SOUTHERN FRANCE 
By William Adolphe Bouguereau 



-Courtesy Thurber Art Galleries 



an eye only for her beauty, and finding 
beauty in everything he saw. His was no 
narrow range of sympathy; he rose to na- 
ture's grander moods, but opened his heart 
even to her simplest aspects. He wooed 
his mistress as he found her — at misty- 
evening, under lambent sunshine, or in 
placid moonlight — none the less when her 



face was fretted with cloud than when it 
breathed tranquillity. The universality of 
his affection, while it interfered with inten- 
sity and depth of scrutiny, resulted in a 
poetry of expression, simple and naive. It 
is a strain so familiarly sweet that it finds 
response in the hearts of many. From 
1848, when he gained a silver medal, honors 
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THE GLEANERS 
By Leon L'hermitte 
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flowed to him steadily and troops of ad- 
mirers who increase in number as time goes 
on. 

The little painting here illustrated is very 
quiet and restful. It is that calm soothing 
hour that comes at sunset, when nature an- 
nounces that the business of the day is 
completed, by covering her work with a 
twilight mantle and hanging her palette in 



the sky where the clear colors run down 
from cool blue-green to brilliant orange and 
crimson. The shepherdess, with scarcely 
understood emotion, stops for a moment to 
gaze at its glory, while her sheep feed on, 
fattening and indifferent. Across the mir- 
rored stream a flock of geese glide slowly 
home to their nests under the poplars. Its 
whole message is one of tranquil quiet and 
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THE TWO RAINBOWS 
By George Inness 
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peace. He died with the name of Corot on 
his lips. He was born in 1817 and he died 
in 1878. 

In "The Gleaners/' by Leon L'hermitte, 
we have a study of toil and its respite at 
eventide. The day is nearly done, and the 
long, cool shadows are creeping across the 
grain-field to envelop the hardy peasant 
women at their work. One draws herself 
erect for a cherished moment and dreams, 
perhaps, some splendid vision, as she gazes 
entranced into the glories of the western 
sky. Possibly she has heard unbelievable 
tales of a wonderful land over there where 
women are not beasts of burden, nor do 
they toil in the field, and she finds in the 
beauty of the evening sky a symbol of hope 
that quickens her drab spirit for an interval. 
But the realities are at her feet, and the 
grain must be cared for, or her two hurry- 
ing companions will grumble at her indo- 



lence. While L'hermitte tells this story in 
this wonderful little canvas yet he does not 
depress us, as Millet is so apt to do in sim- 
ilar subjects. The joyous sparkle of sun- 
light bathing the form of the dreaming 
woman and the landscape back, of her, as- 
sures us that beauty is even here, if one 
is bold enough to pause for a moment and 
forget. 

Leon L'hermitte was an able exponent 
of French peasant life and his strongly in- 
dividual and poetic work has won him a 
position amongst the greatest artists of the 
nineteenth century. The son of the school- 
master of a little old-world village, Leon 
was. born in 1844 at Mont St. Pere in the 
department of Aisne. 

William Adolphe Bouguereau is another 
of the great names which glorify this col- 
lection. He was born at La Rochelle in 
1825. While employed as clerk by a shop- 
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keeper in Bordeaux he was permitted by 
his employer to spend two hours each day 
at the Alaux Art School. His companions 
held the youth in contempt and, when it 
was announced that he had won the prize 
of the year, broke out into something like 
a riot. The prize, however, was given to 
him and decided his career. Despite the ob- 
jections of his family, he resigned his em- 
ployment and went to live with his uncle, a 
priest at Saintonge, where he painted por- 
traits of the townsfolk. Having saved 900 
francs, he proceeded to Paris and entered 
the Beaux- Arts under the supervision of 
Picot. In 1850 he won the Prix de Rome. 
After four years' study in Italy he returned 
to Paris with style and purpose fully 
formed, and stepped at once into recogni- 
tion, securing private and public commis- 
sions for mural decorations. He has re- 
ceived every official honor in France and 
numerous foreign orders. 



Bouguereau has a mastery of the line 
which has made him one of the greatest of 
modern draughtsmen of the nude. To 
naturalism he has never yielded; always 
his work is of the formal and traditional 
type; impeccably accurate, wholly healthy 
and pleasing in sentiment, especially in his 
rendering of children and young girls. 
These qualities have established him as a 
leading exponent of the semi-classical 
school of painting. 

That incomparable painter of flesh in his 
picture of "A Maid of Southern France," 
shown herewith, registers the genius of 
skill in every brush stroke. 

This painting portrays a very charming- 
young girl of the Franco-Italian border- 
land. The beautiful red of the head-dress 
and the shawl of striped blue-and-yellow 
material suggest the Italian love of color 
contrast, while the delicate drawing of the 
features betrays a more northern blood. 
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THE FOREST OF FONTAINEBLEAU 
By Narcisse Virgile Diaz de la Pena 
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A PEASANT COTTAGE IX THE LANDES 
By Jules Dupre 
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The suppressed indignation over a default- 
ed rendezvous is evident here in the serious 
and rather skeptical expression, and if the 
delinquent gallant does no: arrive before 
the shower, to be seen drenching the dis- 
tant background, we may be sure he is in 
for a very unpleasant half -hour. Bougue- 
reau's drawing and painting of hands and 
feet has never been excelled in academic 
perfection, and in this painting the hands 
folded across the shawl are the outstanding 
feature, though the shawl in its representa- 
tion of texture and weight is a marvel of 
craftsmanship. While it is the fashion of 
the moment to decry academic ability, the 
analyst will find assurance that such re- 
markable development of skill with facility 
will never be common or cheap. 

''The Young Priestess'' is perhaps one 
of the most intellectual and spiritual of 



Bouguereau's works. Religion to the 
Greeks was beauty expressed in definite 
terms or forms, and Bouguereau has given 
to this example an Hellenic simplicity in 
his treatment of drapery and figure. The 
young devotee stands with easy dignity, 
the graceful figure slightly revealing itself 
under the pale rose-colored garment. She 
supports herself lightly with the wand of 
office in such a way as to permit Bougue- 
reau to display his amazing ability in draw- 
ing the hands and arms, or the relaxed 
body standing at ease. The face is one of 
beautiful seriousness with the deep far- 
searching eyes of the visionary, and in 
them we catch hints of smoldering fires — 
love, passion and tragedy, a worthy vestal 
of the goddess whose altar she serves. This 
painting undoubtedly represents the apex 
of that infinitely painstaking school of 
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classical painters of this period, and im- 
presses the observer as a noble and beau- 
tiful decoration. 

Passing to the more romantic phase of 
landscape painting, "The Saint's Day, Ven- 
ice/' by Felix Ziem, is a characteristic 
example of the best expression of his art. 
Ziem made his debut at the Salon as a land- 
scape painter in 1849. Two. years later he 
received his first medal for a picture of 
Dutch scenery, and in 1857 was admitted 
to the Legion for his views of the Golden 
Horn at Constantinople, and of St. Mark's, 
Venice. These last subjects revealed the 
particular bias of his temperament and 
havfe continued to be the ones on which his 
reputation is securely founded. He was 
born in 1821, at Beaune, a little town twen- 
ty-three miles from Dijon, from the art 
school of which he subsequently graduated, 
and went to Paris to complete his studies. 
But it was in the peripatetic school of 
travel that he really learned his art. 

What other painter than Ziem has given 
us such pleasurable interpretations of the 
romance and color associated with that 
dream-realm— Venice ? The. black of the 
gondolas; the red. of the gondolier's shirts; 
the yellow sail, with its painted patron 
saint ; the deep blue of the Adriatic waters ; 
the rose and cream of distant buildings, 
bridges, shipping and towers, all make a 
joyous color lyric against the soft blue un- 
dertone of the Italian sky. What splendid 
accessories for the romantic imagination to 
play with! It peoples the barges, palaces 
and churches with doges, princes and pic- 
turesque assassins, the heroines and gal- 
lants of Boccaccio; it explores those mys- 
terious canals that open invitingly here and 
there. 

Another romancer of the brush was 
Adolph Schreyer, whose "Wallachian Cav- 
alcade" is shown herewith. Born in Frank- 
fort-on-Main in 1828, Schreyer was for- 
tunate in coming of a family of wealth and 
distinction, in consequence of which he was 
permitted from youth an independence of 
movement and study which liberated him 
from the then restricted influence of his 
native art. He traveled much, and painted 
as he went. In 1855, when his friend, 



Prince Taxia, went into the Crimea, he 
accompanied the prince's regiment, and at 
this period he began producing those battle 
scenes which gave him his first fame. Wan- 
derings in Algiers, and along the North 
African coasts into Asia Minor, resulted in 
those pictures of Arab life which are so 
popular, while visits to the estates of his 
family and friends in Wallachia provided 
him with another of his familiar classes of 
subjects. Schreyer is essentially a creative 
painter. He finds his subjects in nature. 
His memory is a mine of models for him. 
But everything he paints is imbued with 
his own spirit, too dashing and bold, and 
resolute to secure the subtle poetry of 
Fromentin, and too refined in feeling to 
rival the fierce force of Delacroix, but 
always instinct with life, movement and the 
ripe and rich reflection of the artist's color- 
ful mind. 

In our illustration the cavalcade trots 
soberly on its way, the pack-horses heavily 
laden with merchandise, while the guards 
make no glittering display of arms, such as 
one sees in Schreyer 's paintings of Arab 
desert life with its picturesque aggressive- 
ness. These animals, too, are of a differ- 
ent type from the Arab chargers, and trot 
gravely along with a quiet work-a-day in- 
difference to whatever may be going for- 
ward. The small group of horsemen are 
intent upon making their market in good 
season, as honest tradesmen are wont to do. 
In this painting Schreyer excites our pleas- 
ure with his wonderful play of light and 
color over the moving caravan with its 
gaily-colored trappings and vari-colored 
horses. An imposing figure in goatskins 
reins his horse to one side and sharply 
chides a loiterer for his delay. This lag- 
gard with his charges forms the dominant 
note in the composition, while the barren 
landscape in tones of gray-orange is effec- 
tively contrasted with a rich dark blue sky. 
The color scheme is blue, silver and rose. 

Passing to the great American school, 
"We can have neither too intimate nor too 
complete a knowledge of the work of 
George Inness, for on his name the corner- 
stone of American landscape art rests," 
says Daingerfield. "He was born when 
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much of vital importance was transpiring 
in the world of art, though in America but 
little was being done. The date of his birth 
is given as May i, 1825. He said that he 
was about fourteen when he first began the 
study that was to be life work for him, 
and it was at a time when the opportunities 
were, at the best, but feeble for its wise 
development, and he found himself, even 
as a boy, at variance with the painters of 
the day. The short period of study that he 
had with one Regis Gignoux, a French 
landscape painter of little note, was of no 
moment in the formative development of a 
nature as independent as was Inness'. To 
mention it at all is to give what meed of 
praise there may be in it to the only man 
who could ever claim to be the master of 
George Inness, and doubtless, it is the best 
claim the Frenchman has upon fame." 

In painting "The Two Rainbows," shown 
here, Inness has given the world almost his 
last thought upon impressionism, since it 
was completed just shortly before his death. 
The landscape is bathed in that peculiar 
quality of light that comes after a storm, 
throwing the trees into a light silhouette 
against the dark mass of the departing 
storm. Across this spring the arches of 
two rainbows, one faintly seen to the left. 
In this work Inness permits us to see some 
of his methods, as much of it is in luminous 
glazes over a quick drawing. The old 
fallen tree in the foreground has apparently 
been laid in with a quick twisting stroke of 
a full brush and then touched here and 
there with a few dark notes. Altogether 
it is a masterly bit of painter's shorthand 
that tells its story much more forcibly than 
a highly-finished effort could possibly do. 

"After the Storm," by William Keith, 
introduces our next great American mas- 
ter. "Few artists," writes R. W. Macbeth, 
"have had a more interesting career than 
Mr. Keith. He was born in Old Meldrum, 
Aberdeenshire, Scotland, in November, 
1839, a member of the Keith family that 
still owns a feudal castle in the highlands. 
His early boyhood was spent on this estate 
near Cowie, but when he was about twelve 



years old the family removed to New York. 
Here he at first had a position — much 
against his will, apparently — in a lawyer's 
office, and in his spare moments began the 
study of wood-engraving. He soon decided 
to devote his entire time to his art, and 
after working for a year or two as an ap-. 
prentice, he secured a position with Har- 
per's Weekly and Harper's Monthly. He 
served these periodicals until 1859, when 
he went to California to live. 

"At first he made pencil sketches only, 
but gradually worked into water-colors and 
found such a ready sale for his sketches 
that in 1869 he was enabled to go abroad 
to study the foreign masters. For more 
than a year he studied in Dusseldorf , gain- 
ing valuable training in the fundamentals, 
and then crossed to Boston. But he con- 
tinually heard the call of the West and so 
he returned to California, in the seventies. 

"All artists and collectors who visited 
the coast felt their stay incomplete without 
a visit to the Keith studio, and they were 
all cordially welcomed — when he was in 
the mood. George Inness lived at his studio 
during a rather protracted visit to the coast 
and there are those who profess to see a 
change in Mr. Keith's work from then on. 
It is true that to some degree, at least, they 
both saw nature in the same way, but Mr. 
Keith saw it that way before Mr. Inness 
made his appearance in the West, and those 
who know Mr. Keith's work through its 
many phases realize that it shows not a 
change, but a regular progression, getting 
more and more nearly to his ideal of what 
a picture should be with each succeeding 
year. In the fire in 1906, not only was the 
Keith studio destroyed, but in it at the 
time were many of his paintings and 
sketches. 

"Mr. Keith was not discouraged by the 
fire. He at once set about painting new 
canvases with a vigor and enthusiasm un- 
daunted by nearly seventy years of con- 
stant effort, and some of the best paintings 
that now represent him in private and pub- 
lic collections owe their being to the few 
years that have elapsed since 1906." 



